ABSTRACT
by a newspaper story about an ape in the Jardin des Plantes, who, after months of coaxing by a scientist, produced the first drawing ever charcoaled by an animal: this sketch showed the bars of the poor creature's cage. 1 The pitiable results of the experiment Nabokov designates as "the first little throb of Lolita" had been anticipated by the poet Rainer Maria Rilke who, some four decades earlier (1902-3), having observed a beast pace his narrow cage in that very same Jardin des Plantes, described it in the exquisite lyric "Der Panther:" Ihm ist, als ob es tausend Stäbe gäbe Und hinter tausend Stäben keine Welt.
(It seems as if there are a thousand bars And past these thousand bars no world.) 2 Like the ape that Nabokov subsequently invoked, the panther is shown not simply in sad captivity, but in a state of tragically circumscribed consciousness, aware only of the bars of his cage in their horrific multiplicity and not of the world beyond them. Such circumscription of consciousness lies at the heart of Lolita, where we see the drawing of the confining bars (indeed, the very construction of the cage) and yet also the means by which awareness might be extended beyond them. In the following exploration of the complex architecture of this cage, we observe that it is the configuration of time and memory that determines whether consciousness is gloriously expanded or tragically minimized. In this context, the pedophilia that shocked readers when Lolita was brought out -first by a French (1955) and then by an American publisher (1958) -can be recognized as not itself the illness, but rather as the symptom of a distinctly modernist confrontation with temporal passage. By attending to how the fictional narrator's desire is framed, we come to understand that his sexuality foregrounds questions of time and that his cage is a temporal one.
Nabokov began work on Lolita, the novel for which he (correctly) believed he would be remembered, as he was writing the sketches of what would become Speak, Memory, a dazzling display of the creative possibilities that arise when, as he puts it, "memory meets imagination half-way." This lucid memoir is a testament to Nabokov's conviction that a fully conscious self both fuels and is itself fueled by the ceaseless absorption of experience into memory, an on-going process in which past, present, and future are figured in dynamic interdependency and not simply in succession. As elsewhere in his writings, in Speak, Memory Nabokov deploys what he calls "memory in the making" in a forceful stand against linear temporality in favor of a thickly experienced time. In this regard Nabokov concurs with Bergson and Proust.
Yet although he held these great thinkers about time and memory in esteem, when it came to the notion of involuntary memory, Nabokov parted company with them to claim memory for consciousness. This claim informs the vehemently anti-Freudian stance Nabokov assumes in his fictional and nonfictional writings alike. Freud roots his theory of memory in a sharply-drawn distinction between memory and consciousness which he regards as alternatives that do not occur simultaneously. The Russian language -and Nabokov with it -thinks otherwise, providing two synonymous, fully interchangeable prepositional phrases that describe an unconscious body: "bez soznaniia" (literally "without consciousness") and "bez pamiati" (literally "without memory"). Memory and consciousness are inextricably interrelated and Nabokov's remembered self is an integral part of a creative identity projected in terms of transcendent consciousness and not the workings of the unconscious. Thus Nabokov urges his memory to speak while he sets down what it recounts.
The interactive relation in which Nabokov places memory and consciousness suggests a possibility for thwarting the sway passage holds in a mortal world and yet, as Nabokov well understands, is itself dependent on unfolding in time. Michael Wood has pointed out that in Speak, Memory Nabokov writes of the "free world of timelessness" and twice of the "prison" of time, and yet also presents "the birth of consciousness as the birth of the sense of time, or vice-versa." 3 This powerful link between time and consciousness is predicated on Nabokov's awareness that the creation of memories that forestall loss depends on that very passage that poses the threat of loss to begin with. it is through this problematization that the reader glimpses how very much is at stake. Lolita is a novel about mortality and loss. This is true not simply because the reader is given to understand that the very fact that she is reading it means that all its major players are dead, but because the novel concerns itself with how the loss attendant on passage might be countered. In the last analysis Lolita is a novel of recuperation -a powerful instantiation of "the refuge of art" (309) that forestalls irredeemable loss. But before that refuge can be attained, the horror of confined consciousness must be confronted. The transformation of cage into refuge is one of the miracles of Lolita.
In Lolita Nabokov creates a fictional character who, under the assumed name and it is possible to be uncertain of the exact boundaries of our affective sys-tems -just where our own memories end and literary pseudomemories begin." 6 For Humbert these boundaries are indeed uncertain. In fact, Nabokov seriously questions whether here we can speak in terms of boundaries at all. Although fully reciprocated, Humbert's first love, as he describes it, was destined to remain unconsummated. Annabel's death came hard on the heels of a desire-enflamed summer on the French Riviera, and it is in terms of intense passion on the verge of consummation that the relationship is recalled. By connecting himself with the speaker of Poe's much anthologized lyric "Annabel Lee," Humbert highlights -in terms of a literary memory his reader sharesthe protraction of desire that the death of his beloved effects. At the same time, the homonymic Leigh that he affixes to his own Annabel evokes Byron's intimate relations with his half-sister Augusta Leigh. This connection is presumably intended to presage the incestuous relations with Lolita that Humbert is at pains to portray as fated when he draws her into a "kingdom by the sea" that he has made his own: "But that mimosa grove -the haze of stars, the tingle, the flame, the honey-dew, and the ache remained with me, and that little girl with her seaside limbs and ardent tongue haunted me ever since -until at last, twenty-four years later, I broke her spell by incarnating her in another" (15) .
Humbert grounds this "incarnation" in what he insists is an instantaneous
"recognition" of Annabel when he first sees Lolita:
[. . .] from a mat in a pool of sun, half-naked, kneeling, turning about on her knees, there was my Riviera love peering at me over dark glasses.
It was the same child -the same frail, honey-hued shoulders, the same silky supple bare back, the same chestnut head of hair (39).
Humbert's incantatory repetitions of "the same," his subsequent references to "young memory," his exclamations "I recognized" and "I saw again," and his claim to have "checked" Lolita's features, as he puts it, "against the features of my dead bride" (39) can only emphasize the irremediable loss of Annabel. Indeed, the deck is stacked heavily against the recapture of his boyhood love. Only one love can be the first and the love for Annabel is situated in a now distant childhood. Even if Annabel were not dead, she would no longer be the same "fey child" who entranced him. Humbert is at an impasse: Because his first love is both defined and sustained by unfulfilled desire, it must remain unsatisfied if it is to be preserved. The satisfaction of his desire with a child onto whom Annabel is projected can only eliminate Humbert's desire to "fix once for all" a phenomenon that is defined expressly in terms of its fleetingness highlights a distinctly modernist concern that also informs, as we will see, his juxtaposition of Annabel and Lolita: The preservation of a fleeting phenomenon destroys its essential quality of evanescence, yet without such preservation, the momentary is doomed to vanish forever.
If particularity is predicated on evanescence, what possibility exists to forestall loss without compromising the particularity of what is preserved? The "same" on which Humbert insists when he claims to see Annabel in Lolita is predicated on not any actual similarity between the girls, but rather on this underlying issue that his relations with them reflect.
We can perhaps best appreciate Humbert's situation if we recognize that with the juxtaposition of Annabel and Lolita he positions himself between two great literary paradigms of mortal resistance to temporal passage: Orpheus, the mythic poet whose desire for Eurydice is endlessly protracted by her death and Don Juan, the legendary lover famous for his copious rehearsals of gratification. Orpheus resists passage by focusing, paradoxically, on loss.
Each poetic invocation of Eurydice summons not his flesh-and-blood wife, but her absence. In so doing he wins duration -not in the sense of the commonplace that Eurydice is made eternal in his art, but because in her absence his desire is sustained by creative gestures that both fuel and are, in turn, fueled by that desire. Duration prolongs a particular event, but it also resists closure and new experience, which would interrupt that which is being prolonged. Thus after his beloved's death Orpheus rejects all other women so that his desire might be protracted. The price exacted for such sustenance is high: duration predicated on the absence of the desired object precludes fulfillment.
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Opposite Orpheus is Don Juan, the legendary lover who is defined by repeated gratification rather than protraction of desire. Sequence entails a rushing forward into new experience. Because the moment of satisfaction is fleeting, Don Juan is driven to one amorous adventure after another with women whose individuality is absorbed into the single list that brings him celebrity.
The succession of amorous escapades erodes the particularity of his moments of satisfaction. For Don Juan repeated gratification precludes the protraction of desire while sequence and repetition absorb uniqueness and, far from making a given moment endure, devalue it.
Important to us in connection with Lolita is that underlying the antithetical modes these legendary lovers suggest for dealing with affairs of the heart (fidelity and fickleness) are the two distinct temporal constructs of duration and sequence that we find replicated in Humbert's account of his relations with Annabel and Lolita respectively. In this light we can see in the "Confession" In his "Foreword" to Humbert's "Confession" the fictional John Ray, Jr., Ph.D.
writes: "had our demented diarist gone, in the fatal summer of 1947, to a competent psychopathologist, there would have been no disaster; but then, neither would there have been this book" (5). This highly parodic psychologist misses the point. What he fails to understand is that had there been no narrative, Humbert would not have come to see beyond the bars that confined his consciousness at the time his "Confession" describes, and thus would not have come to recognize the real disaster, which is not the murder of Quilty to which Dr. Ray refers, but an even more serious crime: the defilement of Lolita's memory which his defilement of her body emblematizes.
Wood aptly notes that Humbert's memory "is better than his understanding." 14 On the basis of the "Confession" we might even say that memory is itself better than understanding. In the course of writing Humbert finds himself overwhelmed by memories that take over to force him into conscious awareness. Thus in the latter stages of his narrative, he acknowledges "still other smothered memories, now unfolding themselves into limbless monsters of pain" (284) and describes himself as "squirming and pleading with my own memories" (287). The remembering self is powerfully altered by the experience of confronting a remembered self.
Describing his last encounter with Lolita -by then seventeen, married, and pregnant with her husband's child -Humbert notes Lolita's assurance that "[t]he past was the past" (272). The significance of the verb tense here goes beyond marking indirect speech, for to say that the past was the past is to say that this is no longer the case. Indeed, as Humbert writes his memory- 
